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Chapter One : Introduction 
A. Focus of Study 
This dissertation is a parallel study in 
Comparative Ljiterature which endeavours to give an 
account of the relationship between human perception, 
human construct and the physical nature out there as 
presented in Wallace Stevens‘ and Wang Wei's landscape 
poetry. It also proposes to read Stevens ‘ poetry in 
such a way that some of his ideas about the adequacy of 
nature presenting itself can be used as a critique of 
Wang Wei's ideal of pure landscape. The dissertation is 
also a study of Comparative Poetics in that the two 
poetic traditions (i.e. the Romantic and the Modernist 
versus the Taoist and the Buddhist) which affect both 
poets' perception and presentation of nature will be 
examined. 
In this dissertation, the words "landscape" and 
"nature" are used interchangeably. By nature,工 mean 
the physical nature out-there. It is the pure 
phenomenon or bare constant of reality untouched by 
human conceptions and classifications. Here,工 do not 
want to go into the philosophical entanglements around 
the whole "thing—in—itself" tradition in the Western 
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philosophy, nor do 工 think it necessary to deal with the 
possibility bf the existence for this bare constant of 
reality. The nature 工 speak of in my dissertation 
merely refers to the external world as understood by 
Wallace Stevens and Wang Wei, In his landscape poetry, 
Wallace Stevens highlights the unreconciled paradox of 
human perception and nature, human construct (i.e. 
language and art) and nature. On the one hand, Stevens 
shares the opinion with his contemporary poets like 
Robert Frost, Ezra Pound, William Carlos Williams on the 
importance of perceiving the physical nature out-there 
as it is without the imposition of the poet ‘ s 
imagination and subjectivity. This opinion is expressed 
in poems like "The Snow Man", "Not Ideas about the 
Thing but the Thing Itself". On the other hand, Stevens 
is dubious of the possibility of achieving this goal. 
His skepticism is rooted in his awareness and 
acknowledgement of the "situatedness" of himself and his 
contemporary poets. It prompts the question that with 
the Transcendental and the Romantic view of nature as 
their "foresight" , can 20th century Anglo—American poets 
really perceive the physical existence of nature without 
injecting their subjective thoughts into it7 Moreover, 
being poets or artists who have to use human construct 
(i.e. language and art) to describe nature, can they 
retain nature‘s pure existence without projecting into 
it human conceptions and classifications? This double 
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vision of Stevens towards the adequacy of nature 
presenting itself forms a kind of "unreconciled 
antithesis" (Bove, 208) which is illuminated in many of 
his poems like "Of the Surface of Things", "Anecdote of 
the Jar", "The Poem that Took the Place of a Mountain", 
"Add This to Rhetoric", etc. 
The human perception-nature, human construct-
nature paradox expressed in Wallace Stevens‘ poetry is 
visualized by me as an illumination of the theme of 
limitation of human perception and human construct: how 
human perception and human construct are conditioned by 
the "world-view" of a particular time and culture. This 
theme has a universal relevance. It is applicable not 
only to landscape poetry of the West (i.e. Wallace 
Stevens‘) but also to that of the East, like Wang Wei's 
landscape poetry. 
Stevens‘ ideas about the adequacy of landscape 
presenting itself can be taken as a critique to Wang 
Wei's landscape poetry since Wang Wei also emphasises 
the ideal to perceive and present nature as it is. Wai-
lim Yip, in his essay "Aesthetic Consciousness of 
Landscape in Chinese and Anglo—American Poetry" states 
that Wang Wei's landscape poetry can achieve what he 
calls "seeing mountain as mountain"—一"an achieved 
perception in which we affirm landscape in its original 
existence as independent and self—sufficient" (212) • 
His opinion is affirmed by Pauline Yu who talks about 
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the "non-self" nature of Wong Wai•s landscape poetry in 
her Ph.D. dissertation "The World of Wang Wei's Poetry: 
An illumination of Symbolist Poetics" (Stanford, 1976). 
Similar views are held by scholars like Eugene Eoyang, 
Wu Ketao and many others.^ 
I agree with these scholars that Wang Wei ‘ s 
landscape poetry does make a good attempt to perceive 
and present nature as it is without the imposition of 
the poet's subjectivity. Nevertheless, Wang Wei's 
landscape poetry still fails to achieve the kind of 
objectivity as Yip claims. Since Wang Wei's perception 
is conditioned by the Taoist and Buddhist view of 
nature, it is impossible for him to perceive "the 
original existence" of nature (Yip, 215) • Even if he 
can really perceive this state of nature because of 
Taoist or Buddhist trainings, his employment of human 
construct (i.e- language or art) to describe nature will 
still alter it from its "original freshness". It is due 
to the fact that human constructs as language or art are 
artificial structures which we impose on nature. They 
are not part of nature. 
B. Background of Research 
In order to illuminate Wallace Stevens‘ double 
vision towards the adequacy of landscape presenting 
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itself, the Modernist view of nature and poetry as well 
as that of the Romantics and American Transcendentalists 
will be discussed. Besides, Wallace Stevens‘ theories 
of imagination will also be examined. 
For the theme of limitations of human perception 
and human construct, related concepts in modern 
Hermeneutics and Taoism will be employed as theoretical p 
base. 
Concepts of modern Hermeneutics are applied to 
explicate Stevens‘ notions of the paradoxes of human 
perception and nature, human construct and nature. The 
main focus is on Heidegger's hermeneutics__his concepts 
of human perception in Being and Time as well as human 
construct in On the Way to Language, 
Besides Stevens‘ ideas, modern Hermeneutics will 
also be the critical framework for Wang Wei's landscape 
poetry. Nevertheless, Taoism will be brought into 
discussion to illustrate the theme of limitation of 
human perception and human construct from a Chinese 
perspective. For Taoism, emphasis is on Lao Tzu‘s ^ 
and Chuang Tzu's 和 ^ concepts of human perception and 
human construct. 
Such a critical framework is adopted because of 
two main reasons: 
Firstly, both modern Hermeneutics and Taoism have 
human perception and human construct being limited as 
their point of departure despite some of the vairiances 
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between them. They are the appropriate theoretical base 
for this dissertation since its theme is on the 
limitations of human perception and human construct� 
Secondly, both philosophies are convenient and 
established yardsticks for analyzing literary works. 
Many scholars have employed Heidegger's hermeneutics in 
literary criticism. Paul A. Bove, author of Destructive 
Poetics: Heidegger and Modern American Poetry is one of 
them. In fact, Heidegger himself also takes part in 
literary criticism which is reflected in his book 
Poetry, Language and Thought (Tay, 3) . The same for 
Taoism, it is not only a suitable literary yardstick for 
Chinese poetics but also a philosophy \vhich has a 
fundamental impact on Chinese poets and writers in the 
past. Wang Wei is one of the representatives who is 
influenced by Taoism. 
Besides the two dominant theoretical yardsticks, 
this dissertation also involves discussions of related 
concepts from other disciplines• They are 
sociolinguistics and arts (i.e. painting, music). Such 
an interdisciplinary approach is adopted because some 
ideas of the main theoretical yardsticks' for example, 
Heidegger's notion of the "revealing" and "concealing" 
nature of language, are rather abstract. They need 
further elaboration and clarification. Related concepts 
of these disciplines are used for clarification•s sake. 
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C. Main Objectives 
This dissertation has two main objectives• 
Firstly, it intends to give a renewed 
interpretation of Wang Wei's landscape poetry by using 
Stevens‘ ideas about the adequacy of nature presenting 
itself as critique. Up to this point, scholars of Wang 
Wei seem to have a consensus that Wang ‘ s landscape 
poetry can achieve "seeing mountain as mountain"一一"an 
achieved perception in which we affirm landscape in its 
original existence as independent and self—sufficient" 
(Yip, 215). Representatives of this school of scholars 
include Wai—lim Yip, Eugene Eoyang, and many others. 工 
agree that Wang Wei does make a good attempt to let 
nature shine forth of its own by means of various poetic 
devices. However, his landscape poetry is not "an 
achieved perception" as Yip claims. This argument is 
based on my understanding of the limitations of human 
perception and human construct (i.e. language and art) 
which Wang Wei employed to describe nature. 
Secondly, by using Heidegger‘s hermeneutics and 
Taoism as theoretical bases for the dissertation,工 hope 
to make some contribution to the field of East-West 
Comparative Poetics. The employment of Hermeneutics and 
Taoism as Comparative Poetics has become a substantiated 
critical framework. It is adopted by scholars like Xu 
Fuguan # 後 Mi, Wai — lim Yip, Pauline Yu and Kin—yuen 
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Wong i in the study of Chinese art and literature 
(Tay, 27-31) . I would like to carry on this tradition 
by comparing and contrasting the concepts of human 
perception and human construct in Heidegger's 
hermeneutics and Taoism• 
D. Structural Clarification 
This dissertation is composed of four chapters. 
As an introduction, the first chapter clarifies the main 
ideas of the dissertation, its theoretical framework, 
main objectives as well as organization. 
The second chapter is a briefing of the historical 
backgrounds of Wallace Stevens‘ landscape poetry. The 
view of nature of the American Tiranscendentalists and 
that of the English Romantics will be examined. It is 
followed by discussion of the view and treatment of 
nature of Wallace Stevens ‘ contemporairies like Robert 
Frost, Ezra Pound and William Carlos Williams. 
The third chapter is a full explication of the 
paradoxical relationship between human perception and 
nature, human construct and nature presented in Wallace 
Stevens‘ landscape poetry. The chapter will first 
proceed from the analysis of Stevens‘ two poems "The 
Snow Man" and "Anecdote of The Jar" which vividly 
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display Stevens‘ paradoxical view of human perception 
and nature, human construct and nature. Heidegger's 
theories of human perception and language will be 
employed as theoretical base for the analysis of the two 
poems. Then, attention is given to the implication or 
signficance of such paradox to Stevens‘ context. 工 
perceive this paradox as a trademark of Wallace Stevens’ 
skepticism towards his contemporaries’ attempt to 
capture the "original freshness" of nature by means of 
poetry. In addition, Wallace Stevens‘ own theory of 
imagination will be brought into discussion. 
After discussing how Stevens‘ ideas are applicable 
to the Chinese context, the fourth chapter will review 
some of the critics' opiriions on Wang Wei's landscape 
poetry. This group of critics has a consensus that 
Wang‘s landscape poetry is able to perceive and present 
nature as it is without the imposition of his 
subjectivity. And then, 工 will present my own 
interpretation of Wang Wei's landscape poems by reading 
them in light of Stevens‘ ideas about the adequacy of 
nature presenting itself. My interpretation will also 
be supported by the concepts of human perception and 
human construct of Heidegger‘s hermeneutics and Taoism. 
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Notes to Chapter One 
A^ review of the opinions of these scholars on the 
landscape poetry of Wang Wei will be given in chapter 
four. 
0 
Due to the close relationship between Wang Wei and 
Buddhism, concepts of Buddhism are possible theoretical 
yardsticks for this dissertation. Yet a dissertation 
with such limited scope is unable to deal with Buddhist 
concepts because of the complicated divisions in 
Buddhism and the unavailability of original texts. 
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Chapter Two: Background of Wallace Stevens‘ View of 
Nature 
If "historicity" is really the constitutive nature 
of human understanding and interpretation as Heidegger 
and Gadamer perceive it (Mueller-Vollmer, 34) , Wallace 
Stevens‘ view of nature is surely a good example 
indicating this notioru 
Wallace Stevens ‘ view of nature is a product of his 
time. Though with some reservations, Stevens affirms 
the view and presentation of landscape of his 
contemporary poets like Robert Frost, Ezra Pound and 
William Carlos Williams, In their approach to nature, 
Stevens‘ contemporaries adopt a perspective which is 
different from that of their predecessors such as the 
Ameirican Transcendentalists or the English Romantics. 
A. The View of Nature of Stevens‘ Predecessors 
Both the American Transcendentalists• and the 
English Romantics‘ view of nature entails a kind of 
complexity. In one way or another, the American 
Transcendentalists and the English Romantics hope to 
"conciliate the disparate 、 工 ' a n d ^Non-I‘” by 
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establishing some kind of bondage between human beings 
1 
and nature. However, their attempt does not succeed in 
achieving a harmony between the two but results in a 
dominance of "human imagination" over the natural 
landscape. 
In his "Nature", the American Transcendentalist 
Emerson proposes a scheme for a happy intercourse 
between human beings, nature and God. In Emerson ‘ s 
opinion, nature is embroidered with something "sublime" 
(The Collected Works of Ralph Waldo Emerson, 25)� For 
a person whose "inward and outward senses" are "truly 
adjusted to each other", he is able to arrive at some 
sort of meaning by looking at the natural objects 
(ibid)• Upon this idea, Kin—yuen Wong comments that 
Emerson‘s way to conciliate the disparate 
, T and "Non-I" as seen in "Nature" was 
through aesthetics. His famous exalted 
experience, for example, of metamorphosing 
into a "transparent eyeball" in a communion 
among man, nature and God, was achieved 
through intense aesthetic contemplation in 
the process of which his sense impression 
and reflective mind were in perfect 
equilibrium. 
("Chinese Influence on Emerson", 286) 
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According to Emerson, nature helps to bridge the 
gap between human beings and God. Being "the apparition 
of God", every natural object reveals the essence of its 
creator (The Collected Works, 27). Through nature, God 
makes himself accessible to human beings and teaches 
them "the lesson of worship": 
The aspect of nature is devout. Like 
the figure of Jesus, she stands with banded 
head, and hands folded upon the breast. The 
happiest man is he who learns from nature 
the lesson of worship. 
Of that ineffable essence which we call 
spirit, he that thinks were, distant phenomena 
of matter; but when we try to define and 
describe himself, both language and thought 
desert us, and we are as helpless as fools and 
savages. That essence refuses to be recorded 
in propositions, but when man has worshipped 
him intellectually, the noblest ministry of 
nature is to stand as the apparition of God. 
It is the great organ through which the 
universal spirit speaks to the individual, 
and strives to lead back the individual to it. 
(ibid., 27) 
Emerson also believes that there is a kind of 
correspondence between the human world and the natural 
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world. This kind of correspondence exhibits in two 
ways. First, human beings are always able to receive 
some kind of response from the natural world. As 
Emerson writes that 
The greatest delight which the fields and 
woods minister, is the suggestion of an 
occult relation between man and the vegetable. 
工 am not alone and unacknowledged. They nob 
to me and I to them. The waving of the boughs 
in the storm, is new to me and old. It takes 
me by surprise, and yet is not unknown. Its 
effect is like that of a higher thought or a 
better emotion coming over me, when I deemed 
I was thinking justly or doing right. 
(ibid., 11) 
Second, the external nature always reflects the 
inner life of human beings in that 
Every natural fact is a symbol of some 
spiritual fact. Every appearance in 
nature corresponds to some state of the 
mind and that state of the mind can only 
be described by presenting that natural 
appearance as its picture• 
(ibid., 18) 
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However, such a happy intercourse between human 
beings and nature proposed by Emerson is not without 
problems. Kin—yuen Wong writes that 
such a rare moment of happy marriage 
between man and nature, with its 
immediacy and intensity in an ilium士一 
nation, is but momentary and transient. 
. . . i n h e r e n t in such an experience is 
a built—in contradiction between the 
supremacy of human imagination and the 
stream of self-annihilation of the 
phenomenal world. 
("Chinese Influence on Emerson", 286) 
工 agree with Wong‘s opinion that inherent in Emerson's 
view of nature is "a built—in contradiction between the 
supremacy of human imagination and the stream of self— 
annihilation of the phenomenal world". When Emerson 
claims that nature is the "apparition of God" or 
reflection of the inner life of human beings, he is 
actually projecting his subjective thought into nature 
and taking it to be something which is beyond itself. 
In fact, Emerson's view explicates some kind of 
predominance of human beings over nature. In most parts 
of "Nature", especially the chapters on "Commodity", 
"Beauty", "Language" and "Discipline", Emerson explains 
how natural objects can be used to serve the benefits of 
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people. This predominance of human beings over nature is 
most explicitly shown when Emerson inaugurates human 
beings as "the lord" of the world: 
. • . the naturalist overlooks that wonderful 
congruity which subsists between man and the 
world; of which he is lord, not because he is 
the most subtle inhabitant, but because he is 
its head and heart and finds something of 
himself in every great and small thing, in 
every mountain stratum, in every new law of 
color, fact of astronomy, or atmospheric 
influence which observation or analysis lay 
open. 
(The Collected Works of Ralph Waldo Emerson, 30) 
Similar to Emerson, the English Romantics express 
the same yearning for a communion among human beings and 
nature. Wordsworth perceives natural landscape as "a 
living Thing" which actively responds to human 
behaviour. This idea is expressed is Book One of The 
Prelude in which he recalls how the natural landscape 
functions as a kind of discipline to him in his 
c h i l d h o o d C o l e r i d g e regards nature as a "symbolical 
language" which reflects the "forgotten or hidden truth" 
of his "inner nature": 
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In looking at objects of Nature 
while I am thinking, as at yonder moon 
dim—gliirnnering through the dewy window 
pane,工 seem rather to be seeking, as 
it were asking for, a symbolical language 
for something within me that already and 
forever exists, than observing anything 
new. Even when the latter is the case, 
yet still 工 always have an obscure fee-
ling as if new phenomenona were the dim 
awakening of a forgotten or hidden truth 
of my inner nature. It is still interes— 
ting as a word--a symbol. It is Logos 
the creator, the Evolver. 
Nature is also a prominent subject in Romantic 
poetry. In poems such as Wordsworth‘s 丨'Lines Composed 
a Few Miles Upon Tintern Abby", Coleridge's "Frost at 
Midnight", Shelley's "Mont Blanc" or Keats‘ "Ode to a 
Nightingale", there is always a description of the 
landscape, only to be followed by concerns with the 
interplay between the poet's mind and nature. In these 
poems, natural phenomena are being described "with an 
accuracy of observation which had no earlier match in 
its ability to capture the sensuous nuances".^ That is 
why Romantic poems gives people the impression that they 
are "nature poems". 
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Despite the prominent position that landscape 
occupies, Romantic poems are less about nature than the 
poet‘s mind which is interacting with it. M.H. Abrams 
proclaims that 
Romantic writers, though nature poets, were 
humanists above all, for they dealt with the 
non-human only insofar as it is the occasion 
for the activity which defines man: thought, 
the process of intellection. ("Structure and 
Style in the Greater Romantic Lyric", 202) 
Abrams‘ idea is shared by Harold Bloom who writes 
that 
Romantic nature poetry, despite a long 
critical history of misrepresentation, 
was an anti—nature poetry, even in 
Wordsworth who sought a reciprocity or 
even a dialogue with nature, but only 
found in flashes. • • Though Wordsworth came 
as a healer, and Shelley attacked him, 
in Mont Blanc for attempting to reconcile 
man with nature, there is no such 
reconciliation in Wordsworth's poetry, and 
the healing function is performed only when 
the poetry shows the power of the mind over 
the outward sense. 
("The internalization of Quest-Romance", 9). 
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Harold Bloom further explains that "the internalization 
of quest-romance" made of 
the poet-hero a seeker not after nature but 
after his own mature powers, and so the 
Romantic poet turned away, not from society 
to nature, but from nature to what was more 
integral within himself. (ibid., 15) 
Harold Bloom ‘ s notion of the "power of the mind 
over outward sense" finds its evidence in the Romantic 
treatment of landscape. For the Romantic poets' a 
faithful depiction of natural objects is inadequate 
since "its exercise supposes all the higher qualities of 
the mind to be passive, and in a state of subjection to 
external objects" (Letters of William and Dorothy 
Wordsworth:The Middle Years, 53). Instead of presenting 
things as they are, the Romantic poets believe that 
natural objects must be modified by their thoughts and 
feelings; transformed and re-created by their 
imagination. It is because as Worthsworth says: 
Throughout, objects. . • derive 
their influence not from what they are 
actually in themselves, but from such as 
are bestowed upon them by the mind of 
those who are conversant with or affected 
by those object. (Preface 1815, 150) 
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Coleridge also stresses the need for the poet to 
transform and re-create the physical nature since that 
is what characterizes him or her as a poet: 
Images, however beautiful, though 
faithfully copied from nature, and as 
accurately represented in words, do 
not of themselves characterize the poet. 
They become proofs of original genius 
only as far as they are modified by a 
predomiriant passion,* or by associated 
thoughts or images awakened by that 
passion. • . or lastly, when a human 
and intellectual life is transformed to 
them from the poet‘s own spirit. • • • 
(Bioqraphia Literaria, 253-254) 
These poets‘ endeavour to transform and re-create 
the sensible nature is characterized by a habitual 
reading of life, passion and physiognomy into landscape. 
Thus Shelley's west wind is not just a natural 
phenomenon, but a "wild spirit", "breath of Autumn‘s 
being" which helps to bring about the regeneration of 
the world. Worthworth's landscape is no longer a dead 
object which is indifferent to human behaviours but "a 
living Thing" which disapproves the poet's wrong doing• 
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Wordsworth‘s “工 Wandered Lonely As a Cloud" vividly 
illustrates how the Romantic poets vitalize inanimate 
nature by means of their imagination: 
工 wandered lonely as a cloud 
That floats on high o'er vales and hills, 
When all at once 工 saw a crowd, 
A host, of golden daffodils; 
Beside the lake, beneath the trees, 
Fluttering and dancing in the breeze. 
Continuous as the stars that shine 
And twinkle on the milky way, 
They stretched in never-ending line 
Along the margin of a bay 
Ten thousand saw 工 at a glance, 
Tossing their heads in sprightly dance. 
The waves beside them danced; but they 
Out—did the sparkling waves in glee: 
A poet could not but be gay, 
In such a jocund company: 
I gazed--and gazed--but little thought 
What wealth the show to me had brought: 
For oft, when on my couch I lie 
In vacant or in pensive mood, 
They flash upon that inward eye 
22 
Which is the bliss of solitude^ 
And then my heart with pleasure fills, 
And dances with the daffodils. 
(William Wordsworth: The Poems, 619) 
In the first two stanzas, Wordsworth attributes 
many human qualities to the natural phenomena. The 
daffodils set moving by the breeze are described by 
Wordsworth as "fluttering and dancing in the breeze". 
Like human beings, these daffodils toss “their heads in 
sprightly dance". Wordsworth also imagines the 
daffodils which stretch in never—ending line as "stars 
that shine / and twinkle on the milky way". 
The third stanza records the significance of the 
natural scene to the poet. Initially, the natural scene 
brings pleasure to the poet ("A poet could not but be 
gay / In such a jocund company") . It also becomes the 
object for the poet‘s meditation. Even when the natural 
scene has vanished, the poet can still gain a sense of 
pleasure when he recollects and contemplates on the 
natural scene {"For oft, when on my couch 工 lie / In 
vacant or in pensive mood, / They flash upon that 
inward eye / Which is the bliss of solitude")• The last 
two lines explicitly depict the fusion between the poet 
and the natural objects. Pleased by the recollected 
natural scene, the poet imagines himself dancing with 
the daffodils. 
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In The Mirror and The Lamp, M. H. Abrams points out 
that the projection of life, physiognomy and passion 
into landscape is "an attempt to overcome the sense of 
man's alienation from the world by healing the cleavage 
between subject and object, between the vital 
purposeful, value-full world of private experience and 
the dead postulated world of extension, quantity, and 
motion" (65) . It is achieved with "the cold inanimate 
world" of external objects being transformed into "a 
warm world united with the life of man" (68). 
B. The View of Nature of Stevens‘ Contemporaries 
Different from the American Transcendentalists and 
the English Romantics who tend to impose their 
subjectivity on nature, Wallace Stevens ‘ contempoirairies 
like Robert Frost, Ezra Pound and William Carlos 
Williams recognize the status of nature as something 
independent. They also try to capture the matter-of-
fact-ness of nature by means of various poetic devices. 
Robert Frost questions the American 
Transcendentalists ‘ view of nature. In his poem "The 
Most of It", Frost is of the opinion that it is futile 
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for human beings to search for the metaphysical essence 
("Counter love", "original response") of natural objects 
because they are not something "human", something 
"additional" to us, but entities having their own 
characteristics. What the American Transcendentalists 
call the metaphysical essence of nature (i.e. nature as 
the "apparition of God") is only "the mocking echo of 
his [their] own". 
SimilaiT iciea is expressed in "The Wood-Pile". The 
poem starts with a parody of the American 
Transcendentalists’ attempt to find some sort of 
revelation from nature: 
Out Walking in the frozen swamp one gray day, 
工 paused and said,、工 will turn back from here, 
No,工 will go on farther——and we shall see.‘ 
The persona wants to go on further to see whether there 
is something beyond the frozen swamp. Yet, his search 
is unsuccessful. He can find nothing beyond the 
physical nature and has lost his way: 
The hard snow held me, save where now and then 
One foot went through. The view was all in lines 
Too much alike to mark or name a place by 
So as to say for certain 工 was here 
Or somewhere else: I was just far from home. 
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Then, the persona meets a bird. Like the American 
Transcendentalists, the persona tries to communicate 
with the bird so as to establish some kind of 
correspondence between them. But his attempt fails 
again: 
A small bird flew before me. He was careful 
To put a tree between us when he lighted, 
And say no word to tell me who he was 
Who was so foolish to think what he thought... 
The failure of the persona to establish some kind 
of correspondence with natural objects reflects Robert 
Frost‘s skepticism towards the transcendental attempt to 
search for the metaphysical essence of nature. For 
Robert Frost, there is nothing beyond nature‘s physical 
existence and he tries to show this in his poetry. It 
is shown in the description of the wood-pile in the 
latter part of the poem: 
It was a cord of maple, cut and split 
And piled and measured, four by four by eight. 
And not another like it could 工 see. 
No runner tracks in this year‘s snow looped near it. 
And it was older sure than this year's cutting. 
Or even last year‘s or the year‘s before. 
The wood was grey and the bark warping off it 
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And the pile somewhat sunken. Clematis 
Had wound strings round and round it like a bundle. 
What held it through on one side was a tree 
Still growing and on one a stake and prop, 
These latter about to fall. 工 thought that only 
Someone who lived in turning to fresh tasks 
Could so forget his handiwork on which 
He spent himself, the labour of his axe, 
And leave it there far from a useful fireplace 
To warm the frozen swamp as best it could 
With the slow smokeless burning of decay. 
(Collected Poems of Robert Frost, 123-125) 
Frost's treatment of nature is different from that 
of the English Romantics. He just presents a faithful 
picture of the wood—pile. He lets us know the kind of 
wood it is ("a cord of maple"), the size of it {"four by 
four by eight"〉， the colour of the wood and its 
surroundings (lines 29 to 34). Frost makes no attempt 
to transform or re-create the external scene by 
injecting life, passion and physiognomy into the wood— 
pile- As Louis Untermeyer comments in The New Era In 
American Poetry, Frost‘s poetry expresses "the poetic 
feeling for ordinary life" since 
The mending of a wall, the gathering 
of blueberries, a patch of old snow, a 
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cow in apple—time, a dried up brook, two 
people moving into a new house, a couple 
coming home to an old one--these things 
are used not as decorations or themes for 
moral embroidery, or incidents to be lifted 
to a �poetic, plane, but as pictures and 
happenings intrinsically beautiful, to be 
enjoyed not for their possibilities but 
for themselves. (16) 
This is because Frost thinks that nothing can be "so 
rounded, so satisfying as the Fact"(ibid., 16). That is 
why he says that "The fact is the sweetest dream that 
the labour love" in his poem "Mowing"* 
Ezra Pound also strives to present the matter—of-
fact-ness of things by means of poetic devices. This is 
shown in his own theories of aesthetics. Pound 
endeavours to make a "hard, precise, objective 
presentation of fact" by means of various poetic devices 
(Perkins, 214) . As an early sponsor of 工 m a g i s m , Pound 
advocates "direct treatment of the �thing•"(Scully, 3o). 
He has presented "natural symbols, or words 
corresponding to things, without embroidering them with 
commentary and regardless of whether those 'things' were 
moving or static, objective and subjective" (ibid., 28). 
In his poem "In a Station of the Metro", Pound 
juxtaposes two images without any explicit commentary on 
the relationship between the two: 
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The apparition of these faces in the crowd； 
Petals on a wet, black bough. 
(Selected Poems, 53) 
As Perkins points out in A History of Modern 
Poetry, Pound's "objective presentation" is almost 
always "fragmentary". It is because "Pound thought that 
in all times life has always presented fragments to the 
mind. This is the natural case" (224). 
"Ideogramatic method" is another theory of Pound‘s 
"objective presentation" (Perkins, 229) • This method 
is, among orthers, an imitation of the Chinese ideogranu 
Pound thinks that the Chinese ideogram is the direct 
piresentation of the thing as 
Chinese ideogram does not try to be 
the picture of a sound, or to be a written 
sign recalling a sound, but it is still the 
picture of a thing,* of a thing in a given 
position or relation, or of a combination of 
things. It means the thing or the action or 
situation or quality germane to the several 
things that it pictures. (Scully, 45) 
Although Ezra Pound never expresses his own opinion 
towards the notion of "thing—in-itself" , his aesthetics 
pre—supposes a "world-view" which emphasises seeing 
natural objects as they are. This idea will become more 
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clear if we have time to study the Chinese (i. e. the 
Taoist) or Oriental influence on Pound‘s aesthetics. 
Similar to Robert Frost, William Carlos Williams 
also disagrees that there is such thing as the 
metaphysical essence of natural objects, save that 
there is only existence: 
They [natural objects] enter the new world 
naked 
Cold, uncertain of all 
Save that they e n t e r . . . . 
("Spring and All", L.16-18) 
Different from the American Transcendentalists and 
the English Romantics who always look on high, William 
Carlos Williams is satisfied with the low, the matter, 
the roots of things- He advocates that “the objective" 
of poetry is "to reveal“ anything "seen, smelt, touched, 
apprehended and understood to be what it is" (Scully, 
70) . This objective can only be achieved through the 
poet's accurate perception and presentation of things as 
they are. This idea is conveyed in Williams • comments 
on what a poet or an artist should be: 
To be an artist, as to be a good 
artisan, a man must know his materials. 
But in addition, he must possess that 
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really glandular perception of their 
uniqueness which realizes in them an 
end in itself, each piece irreplaceable 
by a substitute, not to be broken down 
to other meaning. Not to pull out, 
transubstantiate, boil, unglue, hammer, 
melt, digest and psychoanalyse, not even 
to distil but to see and keep what the 
understanding touches i n t a c t a s grapes 
are round and come in bunches. 
(Scully, 70) 
"The Red Wheelbarrow" is a perfect illustration of 
William Carlos Williams' attempt to present an accurate 
perception of nature: 
So much depends 
upon 
a red wheel 
barrow 
glazed with rain 
water 
beside the white 
chickens 
(Selected Poems, 57) 
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In order to emphasise the concreteness of natural 
objects ("wheelbarrow", "water", "chickens"), William 
Carlos Williams arranges the lines and words in a 
special way. He deliberately omits the "I" who is 
supposed to be the viewer of the natural scene in 
attempting to let natural objects present themselves. 
hike his contemporaries, Wallace Stevens also 
stresses the need to perceive natural objects as they 
are. But he is skeptical that human beings who are 
constrained in so many ways cannot perceive and present 
the "original existence" of nature. His "double vision" 
towards nature is lucidly revealed in many of his poems. 
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Notes to Chapter Two 
1 Kin-yuen Wong, "Chinese Influence on Emerson", 
286 • Although Wong uses this phrase to describe the 
American Transcendentalists,, especially Emerson's view 
of nature, his phrase is also applicable to the case of 
the English Romantics. 
2 
see the sections on "Bird's snare" (lines 310 to 
325), "rowing boat" (lines 372 to 400) and "ice skating" 
(lines 430 to 462) in which Wordsworth describes how 
nature provides some sort of delights or discipline to 
him. 
3 This quotation is taken from Edmund Blunden's 
Nature in English Literature (London: The Hogarth Press, 
1949), p. 82. Blunder! does not state the exact reference 
of Coleridge‘s words. 
在 M.H.Abrams, et al. The Norton Anthology of 
English Literature {New York and London: W.W.Norton & 
Company, 1986), vol.2, p.8. In a supplementary Essay to 
his Preface, Wordsworth complains that from Dryden 
through Pope there is scarcely an image from external 
nature "from which it can be inferred that the eye of 
the poet had been steadily fixed on his object" 
(Wordswoth‘s Literary Criticism, 113). 
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Chapter Three: Wallace Stevens' View of Nature 
Wallace Stevens possesses a kind of "double vision" 
towards nature. Whereas he asserts the need to see and 
present natural objects as they are without the 
alternation of human subjectivity, Stevens nevertheless 
sets forth to query the possibility of achieving this 
kind of presentation. 
A. Wallace Stevens‘ "Double Vision" Towards Nature 
Stevens‘ affirmation to perceive and present things 
as they are is revealed in poems like "Not Ideas about 
the Thing but the Thing Itself" and "The Plain Sense of 
Things". In "Not Ideas about the Thing but the Thing 
Itself", the title already suggests that Stevens is 
presenting "the thing" (the physical) but not "ideas 
about the thing" (the metaphysical) as the real 
foundation of human perception二 
At the earliest ending of winter, 
In March, a scrawny cry from outside 
Seemed like a sound in his mind. 
He knew that he heard it. 
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A bird's cry, at daylight or before, 
In the early March wind. 
The sun was rising at six, 
No longer a battered panache above s n o w . . . 
It would have been outside. 
It was not from the vast ventriloquism 
Of sleep‘s faded papier-mache.�， 
The sun was coming from outside. 
That scrawny cry——it was 
A chorister whose c preceded the choir. 
It was part of the colossal sun, 
Surrounded by its choral rings, 
Still far away. It was like 
A new knowledge of reality. 
(CP, 534) 
The poem starts with "a perception" (the hearing of 
a bird ‘ s cry) and "the mindis attempt to bring that 
perception within itself and make a mental construct of 
it" (Bove, 210). This idea seems to be a parody of the 
Transcendentalists' and Romantics’ attempt to establish 
some kind of correspondence between nature and human 
beings. 
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The rest of the poem is in fact a "destruction” of 
the Transcendental and Romantic view of nature. The 
word "outside" which appears three times in the poem 
(1.2, 3.3 and 4.3) asserts the existence of nature ("a 
bird's cry" and "the sun") as something "out—there"—一 
independent of the persona's perception. Stanza three 
is again a rebuttal of the Transcendental and Romantic 
view of nature. This stanza emphasises the existence of 
nature as independent. It is not the extended 
projection of human thoughts and feelings ("It [the sun] 
was not from the vast-ventriloquism/ Of sleep's faded 
papier—mache• • ./The sun was coming from outside"). 
Stevens regards this independent existence of nature as 
a "new knowledge of reality". 
Although Wallace Stevens recognizes the 
importance of perceiving and depicting natural objects 
as they are, he is skeptical of the possibility of 
fulfilling this goal. There are two main aspects for 
Stevens‘ skepticism. Initially, Stevens doubts whether 
it is possible for human beings, such as the poet, to 
perceive nature as it is. This idea is presented in 
poems like "The Snow Man" and "Of the Surface of 
Things” . Secondly, Stevens doubts whether it is 
possible for the poet to let pure phenomena present 
themselves by means of human construct. Poems 
reflecting this idea are "Anecdote of the Jar", "Add 
this to Rhetoric" , and "The Poem That Took the Place of 
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a Mountain". Wallace Stevens' skepticism towards the 
adequacy of landscape presenting itself has a special 
bearing to the context of himself and his contemporary 
poets. 
1. Human Perception Versus Nature 
In "The Snow Man", Wallace Stevens highlights the 
paradoxical relationship of human perception and nature, 
One must have a mind of winter 
To regard the frost and the boughs 
On the pine-trees crusted with snow; 
And have been cold a long time 
To behold the junipers shagged with ice, 
The spruces rough in the distant glitter 
Of the January sun; and not to think 
Of any misery in the sound of the wind, 
In the sound of a few leaves. 
Which is the sound of the land 
Full of the same wind 
That is blowing in the same bare place. 
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For the listener, who listens in the snow, 
And, nothing himself, beholds 
Nothing that is not there and the nothing that is, 
(CP, 9-10) 
The first seven lines of the poem put forward 
Stevens ‘ suggestion that in order to "have a mind of 
winter", one has to go into the mountains and observe 
what the natural objects are like in winter. One also 
has to be "cold" for a long time, so that he or she can 
really experience what winter really is. From line 
seven to line twelve, Stevens points out that the wrong 
way to have such a "mind of winter" is to think of any 
"misery" beyond the physical nature. This idea seems to 
be a rebuttal to the Transcendentalists’ and the 
Romantics‘ attempt to look for the metaphysical essence 
("misery") of nature. Here shows Stevens‘ affirmation 
of the physical existence of nature. But the subtlety 
of the poem lies in the last three lines: 
For the listener, who listens in the snow 
And, nothing himself, beholds 
Nothing that is not there and the nothing that is. 
(CP, 9) 
According to Paul A. Bove in his Destructive 
Poetics, the word "nothing" stands for nature as "the 
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other"—一the bare constant of reality without the 
injection of human subjectivity and imagination. The 
listener being "nothing himself" means that "he is 
ontologically identical with the other insofar as they 
are both part of �what—is, existing in and by virtue of 
�nothing'" (191) • To sum up, the last three lines of 
"The Snow Man" bring forth Stevens‘ idea that one has to 
become "nothing", "non-being" in order to perceive the 
bare constant of reality. 
Why does Stevens say human beings have to become 
"nothing", ’'non-being" so as to perceive the stark 
reality of nature? For Stevens, unless human beings 
have become "nothing", they are bound to perceive nature 
from their own point of view. And according to 
Heidegger, the point of view of human beings is always 
constrained by the "situation" or the "world" that they 
are in. For such a constrain, Heidegger describes it as 
the "situatedness" of human understanding and 
perception. In order to fully understand Heidegger's 
notion of the "situatedness" of human perception, we 
have to proceed from the discussion of his definition of 
human beings. 
In Being and Time, Heidegger defines human beings 
or "Dasein" as essentially "being—in-the—world" (33) • 
Concerning Heidegger's definition, George Steiner writes 
that, 
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It is not the case that man �is' 
and then has, by way of an 
extra, a relationship—of—Being 
towards the 'world‘一-a world 
with which he provides himself 
occasionally. Dasein is never 
�proxiinally， an entity which is, 
so to speak, free from Being—in, 
but which sometimes has the incli— 
nation to take up a 、：relationship• 
towards the world. (83) 
Joseph J. Kocklemans in his essay "Language, 
Meaning, and Ek-sistence" has a further elaboration of 
the meaning of Heidegger‘s "world" and its relation to 
human beings: 
In all forms that the �praxis' can 
assume, man [human beings] is [are] always 
related to a determinate and concrete being 
to a determinate group of t h i n g s T h i s 
whole of relationships, within which things 
mutually refer to one other and can manifest 
themselves, is called world.... (12) 
In other words, the "world" is the particular "context" 
or "situation" in which things make sense to human 
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beings. It is also the "context" or "situation" which 
determines human beings, undeirstandiiig, inter^piretation 
and perception of things. So 工 conceive, the "world" 
can be a temporal notion (i.e. a particular period of 
time) or a spatial notion (i.e. a particular culture or 
a particular society)• They all constitute the "world" 
of human beings. 
Besides defining the nature of human beings, 
Heidegger also goes further to discuss the ontological 
condition of human understanding and interpretation• He 
concludes that all understanding and interpretation is 
founded essentially upon fore—having, 
fore—sight, and fore—conception• An 
interpretation [or imderstanding] is 
never a presuppositionless apprehending 
of something presented to us. 
(Mueller-Vollmer, 223) 
What Heidegger means is that the "world", or the 
"situation" of human beings has a definitive impact on 
their perception and understanding of things• Human 
beings are never free to make judgement of their own 
("presuppositionless") , but their perception is 
conditioned by the "fore-structure", "fore—sight" handed 
down from the "the situation" or "the world" which they 
are in. This ontological condition of human perception 
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is what contributes to the "situatedness" of human 
beings. 
To illuminate Heidegger's concept by concrete 
examples, culture is one of the elements which 
constitutes the "situatedness" of human beings. For 
culture, I do not mean it as "high culture" i.e., the 
appreciation of arts, music, literature, etc. Rather, 
工 am taking the spatial sense of the term: an ethnic 
group which has homogeneous ways of perceiving the world 
as well as conducts \vhich serve as guiding principles 
for the perception and behaviour of its people. 
American culture, European culture, Chinese culture, are 
possible referents for the term. 
In general, the perception of the world in one 
culture is in some ways different from the perception of 
another, although we cannot ignore that there are common 
grounds between these perceptions. For instance, the 
Western way of perceiving nature before Heidegger's time 
is different from that of Chinese culture. Ever since 
Plato‘s time, European or Western culture has been well-
known for its tendency to go beyond the phenomenal, the 
physical, and search for nature's metaphysical essence. 
The view of nature of the American Transcendentalists 
and English Romantics is a perfect illustration for this 
tendency. Contrary to its Western counterpart, Chinese 
culture is more satisfied with the phenomenal, the 
physical nature and has no intention to go beyond 
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it. It is due to the influence of Confucianism, Taoism 
and Buddhism which formulate the "deep structures" of 
Chinese culture. 
The perception or world-view of a culture functions 
as the " fore—sight", "fore —conception" or 
"presupposition" of its people which determines their 
ways of perceiving nature and things no matter they are 
conscious or unconscious. And such ”fore_sight” and 
"fore—conception" obstruct people from perceiving the 
mere objectiveness of nature without projecting their 
"world—view" into it* If one wants to perceive nature 
as it is, one has to stand outside of one's "world" or 
"situatedness" which conditions one's perception. That 
means one has to become "nothing", "non-being" as 
Stevens hints in the last three lines of "The Snow Man". 
It is because human beings are essentially "beings—in— 
the—world" according to Heidegger's definition. 
Stevens‘ claim in the last three lines of "The Snow 
Man" triggers one question. Is it really possible for 
human beings to become "nothing", to stand outside of 
their "world" or "situatedness" in order to perceive the 
"original state" of nature? For me, the answer is 
negative. It is because Heidegger considers the 
"world‘, the "situatedness" is what qualifies the "real 
mode of man's [human beings'] Being" (Kocklemans, 9). 
Human beings are always trapped in a situation because 
of their "thrownness” (Steiner, 132)• Their perception 
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is inevitably affected by the "fore—sight" or 
"presupposition" handed down from their "world". 
In my opinion, the human perception and nature 
paradox presented in "The Snow Man" underlines Stevens‘ 
awareness and acknowledgement of the "situatedness" of 
himself and his contemporary poets: With the 
metaphysical or transcendental view of nature as their 
"fore—sight", it is doubtful that Stevens himself and 
his contemporaries will be satisfied with "the thing" 
itself but not the "ideas" of it. This idea is revealed 
in "Of the Surface of Things": 
1 
In my room, the world is beyond my understanding,* 
But when 工 walk 工 see that it consists of three or 
four hills and a cloud 
2 
From my balcony,工 survey the yellow air, 
Reading where 工 have written, 
"The Spring is like a belle undressing•“ 
3 
The gold tree is blue. 
The Singer has pulled his cloak over his head. 
The moon is in the folds of the cloak. (CP, 57} 
44 
"Of the Surface of Things" poses a perfect 
antithesis to "Not Ideas about the Thing but the Thing 
工 t s e l f " . While "Not Ideas about the Thing" proclaims 
the independent existence of nature as something "out— 
there", "Of the Surface of Things" proceeds in a totally 
opposite direction. It records the very process in 
which the persona tries to go beyond the physical nature 
and transform it into a mental construct of his or her 
imagination. 
In the first stanza, line one is a statement which 
has the same function as the triple repetition of the 
word "outside" in "Not 工 cieas about the Thing", It 
declares the "out-there" existence of nature ("the 
world") which is independent of the persona‘s perception 
("beyond my understanding"). Line two points out the 
persona‘s perception of nature which consists of "three 
or four hills and a cloud". From then on is a 
description of "the mind‘s attempt to bring that 
perception within itself and make a mental construct of 
it" (Bove, 208) just like the first stanza of "Not Ideas 
About the Thing". 
While "Not Ideas" reaffirms the independent 
existence of nature as the poem develops, nature in "Of 
the Surface of Things" is being pulled away from its 
••original freshness", and finally becomes a mental 
construct of the persona‘s imagination- The last line 
of the second stanza witnesses the "fusion" of the 
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persona's imagination and nature一一"Spring" is being 
described as "a belle undressing". 
Stanza three is a total transformation of the 
"original state" of nature. Natural objects (i.e. "the 
tree") are not presented as they are, but end-products 
of the persona‘s imagination. In reality, a tree cannot 
be "gold" and "blue" at the same time. Only in the 
dream world of the persona that "The gold tree is [can 
be] blue". Nature is no longer something "out-there" 
but extended-projection of the persona's thoughts and 
feelings ("The Singer has pulled his cloak over his 
head. / The moon is in the folds of the cloak"). This 
stanza echoes the view of nature generally held by the 
American Transcendentalists and the British Romantics. 
In "Of the Surface of Things", Stevens makes clear 
his awareness of his "situatedness" and that of his 
contemporaries’ perception. Behind this ‘successful‘ 
process for the persona to make nature a mental 
construct, Stevens seems to suggest that American poets 
whose perception is conditioned by the transcendental 
view of nature, will consciously or unconsciously go 
beyond the "surface of things" and look for their 
metaphysical essence. 
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2. Human Construct Versus Nature 
Wallace Stevens‘ skepticism about the possibility 
for the poet to capture thing—in—itself by means of 
human construct is vividly demonstrated in poems like 
"Anecdote of the Jar". In "Anecdote of the Jar", 
Stevens deals with the paradoxical relationship between 
human construct and nature. 
工 placed a jar in Tennessee. 
And round it was, upon a hill. 
It made the slovenly wilderness 
Surround that hill. 
The wilderness rose up to it. 
And sprawled around, no longer wild. 
The jar was round upon the ground 
And tall and of a port in air. 
It took dominion everywhere. 
The jar was grey and bare. 
It did not give of bird or bush, 
Liike nothing else in Tennessee. 
(CP, 76) 
In this poem, nature as signified by "Tennessee" is 
wild and disorganized. By placing a jar (human 
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construct) on nature, human beings tame the wilderness 
of nature ("The wilderness rose up to it,/ And sprawled 
around, no longer wild") and make it usable. But the 
jar is dead ("grey and bare") . It is not part of nature 
("It did not give of bird or hush,/ Like nothing else in 
Tennessee"). Stevens‘ choice of a jar as the symbol of 
human construct is really a profound one. It allows us 
to fill in a wide range of possible entities which are 
suitable for this context. For example, the jar can be 
used to represent language or art. 
Language is really a jar which gives order to 
nature and make things usable. Just imagine that the 
"original state" of nature is a chaotic, 
indistinguishable (no distinction between sky and sea, 
plants and animals) and nameless mass (Chou, 181) . Only 
when we give each natural object a name does nature make 
sense to us, so that we can think about it, talk about 
it, write poetry about it, even in its absence. 工 think 
that is why Heidegger says that the essential nature of 
language is "Saying"—一"To say" means "to show； to make 
appear, set free, that is to offer and extend what we 
call world, lighting and concealing it" (On the Way to 
Language, 93). 
Based on the names of natural objects, we can 
categorize them into different types: plants, animals, 
mountains, rivers, etc. Under the superordinate term 
�plants I, we have trees, flowers, grass. • • . And then 
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we can divide them into more sub-types. All these 
classifications constitute a sort of order to nature. 
In fact, only when we give each natural object a 
name do we point out its very characteristic or "being"• 
When we say "Birds fly", the verb "fly" indicates the 
unique characteristic of birds which distinguishes them 
from other animals like fish or horses. Again, 
Heidegger is right in saying that 
Only where the word for the thing 
has been found is a thing a thing. • • • 
(ibid., 62) 
Something is only where the appropriate 
and therefore competent word names a thing as 
being, and so establishes the given being as 
being. . . . The being of anything that is 
resides in the word. 
(ibid.•63) 
Not only the "being" of things resides in language, 
human beings • conception of the world and the reality 
also resides in language since 
Saying [language] is in no way the 
linguistic expression added to the phenomena 
after they have appeared-一rather, all radiant 
appearance and all fading away is grounded in 
the showing saying. • • • (ibid*, 126) 
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The problem is language as a"jar", a human 
construct, is dead ("grey and bare") . It is not part of 
nature• The nature which is described by language is no 
longer nature in its "original freshness". Human 
beings, attempt to give each natural object a name has 
already altered and dissected the "original state" of 
nature as an indistinguishable mass. 
Just like a jar which has its confinement (its 
cylindrical shape), language as a human construct also 
has its confinement. Sociolinguists like Sapir and 
Whorf as well as phenoinenologists conceive that every 
language predisposes a kind of world—view (Wardhaugh, 
212； Chou, 165) . It reflects how a language tradition 
perceives things and nature. 
Because of the difference of living environment and 
life experiences, the world-view of a culture is 
generally different from that of another culture, so 
does the language which serves as a miriror reflecting 
that particular world—view. This point is denoted in 
the first part of On the Way to Language in which 
Heidegger has a dialogue with a Japanese scholar. 
Heidegger spells out the close connection between 
language and world—view when he explains the word 
"aesthetics" to the Japanese scholar: 
The name "aesthetics" and what it 
names grow out of European thinking, out 
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of philosophy. Consequently, aesthetic 
consideration must ultimately remain alien 
to Eastasian thinking, (2) 
Heidegger also mentions the different properties 
between German language and Japanese language. He says 
European or German language is "conceptual": 
[German language] rests on the metaphysical 
distinction between the sensuous and the su-
prasensuous, in that the structure of the 
language is supported by the basic elements of 
sound and script on the one hand, and signifi — 
cation and sense on the other. (15) 
but Japanese language "lacks the delimiting power to 
represent objects related in an unequivocal order above 
or below" (2). 
From Heidegger's words, one can see how a language 
is closely related to the world—view of its tradition. 
Indeed, it is this close relation between language and 
world—view which contributes to the confinement of 
language. As I have mentioned, the world—view of one 
culture just represents one perspective of looking at 
nature, so does the language of that culture which has 
that world—view as its foundation. While the language 
of one culture "reveals“ one part of nature which is 
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perceived by that culture, it will inevitably "conceal" 
other parts of nature which are not covered by the 
perception of that culture. For instance, the different 
properties of snow are "revealed" by the language of 
Eskimos (which makes careful distinctions between 
different types of snow and has different names to 
describe them), they are "concealed" by Cantonese 
language since the Cantonese who are deprived of the 
experience of snow have just one word '' syut" ( ) to 
describe it (Chou, 170) • It is because language as 
"Saying" is not only capable of "revealing" things and 
nature, but is also capable of "concealing" them (On the 
Way to Language, 93) • The "concealing" characteristic 
of language is what accounts for its limitation. 
Besides language, art is also a possible referent 
for the "jar". In my opinion, all art forms i.e. 
painting, poetry and music, have the same property as 
language. Art is also a kind of "Saying" which points 
out nature, let it appear, be heard or seen. When we 
draw a picture of a tree, we let it be seen. People can 
still appreciate the beauty of it even in the absence of 
that particular tree we have drawn. The same for 
poetry, William Carlos Williams' "The Red Wheelbarrow" 
reveals the presence of "red wheelbarrow", "rain water" 
and "white chickens" . When the readers read the poem , 
they can still contemplate on the beauty of these 
natural objects even they do not actually perceive that 
particular natural scene. 
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Music let nature "appear" by means of the 
"suggestiveness" of melodies and rhythms. In "The 
Morning" of Peer Gvnt Suites, the main theme with its 
ascending notes played by flute, oboe and violins keeps 
recurring. This special arrangement of sounds "depicts" 
the gradual rising of the sun. 
Visual art also gives order to nature. In a 
painting or poem about nature, like Constable‘s "Hay 
Wain" or William Carlos Williams' "The Red Wheelbarrow", 
natural objects are presented in a neat and tidy way. 
While the painter carefully arranges natural objects 
into different positions, the poet displays the 
"concreteness" of natural objects by means of the artful 
arrangement of lines and words. All they do is to tame 
the "wilderness" of nature by means of their "jar", 
their art forms. 
However, art is not nature. Natural objects 
presented in a picture or a poem are no longer in their 
"original state" . They are being "transformed" by the 
painter's or the poet‘s manifestation of imagination as 
well as skilful arrangement. 
The human construet-nature paradox presented in 
"Anecdote of the Jar" also has a special bearing on the 
context of Wallace Stevens and his contemporary poets. 
This paradox denotes Stevens‘ acknowledgement of another 
level of "situatedness" of himself and his contemporary 
poets: the situatedness as poets or artists who have to 
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use a "jar" {human construct) to tame the "wilderness" 
of nature. As he expressed in "Anecdote of the Jar", 
Stevens is convinced that once he and his contemporary 
poets use human construct to describe nature, they are 
altering it from its "original state" since nature 
presented by human construct (i.e. language or art) is 
not nature itself. This idea is illustrated in "Add 
This to Rhetoric" • In the first stanza, Wallace Stevens 
puts forth the idea that natural objects captured in 
poetry or arts are arranged by the poet or the artist, 
they are not part of nature: 
It is posed and it is posed 
But in nature it merely grows. 
Stones pose in the falling night, 
And beggars dropping to sleep, 
They pose themselves and their rags 
Shucks. . . lavender moonlight falls. 
The buildings pose in the sky 
And, as you paint, the clouds, 
Girisaille, impearled, profound, 
Pftt. . . In the way you speak 
You arrange, the thing is posed, 
What in nature merely grows. 
(CP, 198) 
Similar idea is further discussed in "The Poem that 
Took the Place of a Mountain": 
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There it was, word for word, 
The poem that took the place of a mountain. 
He breathed its oxygen, 
Even when the book lay turned in the dust of 
his table. 
It remincied him how he had needed 
A place to go to in his own direction, 
How he had recomposed the pines, 
Shifted the rocks and picked his way among 
clouds, 
For the outlook that would be right, 
Where he would be complete in an unexplained 
completion 
The exact rock where his inexactness 
Would discover, at last, the view toward which 
they had edged, 
Where he could lie and, gazing down at the 
sea, 
Recognize his unique and solitary home. 
(CP, 512) 
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The first stanza immediately points out the idea 
that poetry as an art form is a human construct. It is 
not part of nature. A poem about a mountain is not the 
mountain itself. it just "took [takes] the place of a 
mountain". This stanza also indicates the limitation of 
language, which is the sole medium of poetry. Nature 
whose presence is revealed in language and words is not 
nature in its "original form". It "took" the place of 
the "original form" of nature. Once human beings use 
language to describe natural objects, they are already 
transforming and dissecting the "original form" of 
nature as a chaotic and indistinguishable whole. 
Stanzas two to four are the persona‘s recollection 
of how he has used his imagination as well as human 
construct to organize nature. The persona "had 
recomposed the pines" and "shifted the rocks and picked 
his way among clouds". His act is very much similar to 
that of a painter who carefully places natural objects 
in different positions. His act also recalls that of 
William Carlos Williams who presents the "concreteness" 
of natural objects by means of the crafty arrangement of 
lines and words in "The Red Wheelbarrow". What the 
persona wants is to place a "jar" upon the chaotic 
nature, so that the "outlook" of it (depicted in the 
poem) will be "right". 
But the mountain and the rock which the persona 
describes in his poem is no longer the exact mountain or 
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the exact rock in reality. The persona's employment of 
the jar, of human construct (language and art) has 
transformed nature's exactness into "inexactness"• 
Indeed, this poem is really another "anecdote of the 
jar". 
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^~~Wallace Stevens' View on Reality and Imaqination 
In the previous part of the chapter, we have 
discussed Wallace Stevens' skepticism towards his 
contemporaries, approach to capture the matter-of-fact-
ness of nature. In fact, Wallace Stevens is of the 
opinion that being situated in the Modern world which 
seems chaotic and devoid of meaning, a poet has the 
responsibility "to help people to live their lives" (NA, 
29) by vitalizing the stale reality with his or her 
imagination and poetic devices. This idea is shown in 
Stevens‘ attitude towards the interconnection between 
ireality and imagination. 
In Wallace Stevens‘ opinion, reality and 
imagination are interrelated and inseparable. In his 
essay "The Noble Rider and the Sounds of Words", Stevens 
defines poetry as "an interdependence of the imagination 
and reality as equals" (NA, 27). He further elaborates 
that, "It is not only that imagination adheres to 
• •' • .. - ‘ 
reality, but, also that reality adheres to the 
imagination and that interdependence is essential" (NA, 
33). 
Wallace Stevens believes that the "interdependence" 
between imagination and reality is "essential" (NA, 33) 
because imagination manages to bridge the gap between 
the ego and reality. From Stevens ‘ point of view, 
reality apprehended without the projection of the 
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ego's imagination and emotion is "chaos". It is 
suggested by the barrenness of winter as in "The Snow 
Man" (CP, 9) ； by the "complete simplicity" as in "The 
Poems of Our Climate" (CP, 93) or "the blank cold" of 
"The Plain Sense of Things" (CP, 502). In this case, 
people find themselves in the position of "intelligent 
men/At the centre of the unintelligible" (CP, 475) and 
thus become alienated from the reality which they are 
in. 
However, imagination enables people to comprehend 
the "unintelligible" chaos of reality (CP, 475) and find 
themselves at home with it. It is because Wallace 
Stevens thinks that the imagination is not‘ a way of 
"creating" but of "knowing" (NA, 58) . In one place, 
Stevens defines the imagination as ” the sum of our 
faculties" which is characterized by its "acute 
intelligence" (NA, 61)• He further compares the 
imagination with light. "Liike light", Stevens says, "it 
[the imagination] adds nothing, except itself" (NA, 51)• 
Concerning Stevens‘ notion of the imagination as a way 
of knowing, Ronald Sukenick explains that 
The imagination creates nothing, in the 
sense that it presents us with nothing 
that is not already in the world to be 
perceived. • • • The imagination, in 
other words, brings out meaning, enables 
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us to see more. It does not create but 
perceives acutely, and the object of its 
perception is reality. 
(Wallace Stevens: Musing- the Obscure, 16) 
By apprehending reality with the imagination, the 
ego orders reality "not by imposing ideas on it" but "by 
discovering significant relations within in", so that a 
connection between the ego and reality is established 
(Sukenick, 18)• As a result, the imagination serves to 
heal the cleavage between the ego and reality. 
This function of imagination as mediating between 
the ego and reality is conceived by Wallace Stevens as 
particularly important, especially in a time in which 
modern people find themselves alienated from the 
external world. Living in a generation of "a world at 
war" (NA, 20) and a period in which the traditional 
beliefs (i.e. Christianity) no longer seem credible, 
people face a reality which seems dull, plain, and 
insubstantial. That is why Stevens says in "Notes 
Toward a Supreme Fiction" that 
. . . w e live in a place 
That is not our own and, much more, not 
ourselves. 
And hard it is in spite of blazoned days. 
(CP, 383) 
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However, imagination helps people to reconcile with 
the depressing reality. People no longer find 
themselves disconnected from the indifferent external 
world when they project their own emotions into it. In 
Stevens, own words, the reality "interfused丨丨 with the 
ego‘ imagination 
was everything being more real, [the ego 
finds] himself [itself]• 
At the centre of reality, seeing it-
It was everything bulging and blazing and big 
in itself. 
(CP, 205) 
Wallace Stevens also proclaims that a poet can 
"help people to live their lives" (NA, 29) by vitalizing 
the depressing and stale reality with his or her 
imagination and poetic expressions. This is due to the 
fact that the poet ‘ s imaginative and airtistic 
descriptions of reality always strike people with a 
sense of freshness and pleasure. As we quote from 
Stevens: 
• • • if we say that the space [reality] 
is blank space, nowhere, without color, and 
that the objects, though solid, have no 
shadows and, though static, exert a mournful 
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power, and without elaborating this complete 
poverty, if suddenly we hear a different and 
familiar description of the place: 
The City now doth, like a garment, wear 
The beauty of the mourning, silent bare, 
Ships, towers, domes, theatres, and temples 
lie 
Open unto the fields, and to the sky: 
All bright and glittering in the smokeless 
air; 
if we have this experience, we know how 
poets help people to live their lives. (NA, 31) 
After examining Wallace Stevens‘ attitude towards 
the interconnection of the imagination and reality, we 
can see that Stevens is not only dubious of his 
contemporaries' attempt to present the mere 
ob jectiveness of nature, but also advocates a kind of 
poetics which is different from that of his 
contemporaries. 
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Chapter Four: Criticism of Wang Wei's Poetry 
As mentioned in the last chapter, the human 
perception and nature, human construct and nature 
paradoxes presented in Wallace Stevens‘ landscape poetry 
signify his preoccupation with the "situatedness" of 
himself and his contemporary poets. Stevens recognizes 
the possible impact of the metaphysical backgrounds 
which may condition his and his contemporaries ‘ 
perception of the mere "surface", the mere 
••ot> jectiveness" of nature and things- He also 
recognizes the difficulty of using human construct 
(poetry) to capture the thing itself without any 
distortion. These recognitions form the basic rationale 
for his skeptical view towards his contemporary poets‘ 
practice of "downward transcendence"-一the attempt to 
perceive and present things as they are without any 
transformation. 
To me, Wallace Stevens‘ ideas about the adequacy 
of landscape presenting itself are applicable to the 
criticism of Wang Wei,s poetry. According to critics 
like Wai—lim Yip, Eugene Eoyang and many others, Wang 
Wei also stresses the ideal to perceive and present 
natural objects as they are一一an ideal which is similar 
to the advocation of Stevens‘ contemporaries on 
"downward transcendence". 
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^ Major ODinions on Wang Wei's Landscape Poetry 
Wang Wei is celebrated by the critics for his 
ability to present natural objects as they are in his 
landscape poetry. In his essay "Aesthetic Consciousness 
of Landscape in Chinese and Anglo—American Poetry", Wai— 
lim Yip raises two questions concerning the adequacy of 
landscape presenting itself 
Here the question of adequacy of 
landscape must be rephrased as follows: 
Can natural objects in their mere physi-
cal existence express themselves without 
the poet‘s injecting into them ideas or 
emotions? Can landscape in its naive, 
innocent, original form, without invol— 
ving the world of concepts occupy us 
directly? (215) 
These questions lay down the foundation for Yip's 
discussions of the differences between Chinese and 
Anglo-American landscape poetry. 
By comparing and contrasting the landscape poetry 
of Wordsworth and Wang Wei, Wai—lim Yip concludes that 
Chinese poets like Wang Wei are able to depict “the 
original state" of nature without the injection of the 
poet‘s subjectivity 
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The fact is , of course, that, for 
Wordsworth, landscape alone is not adequate 
to constitute the aesthetic object of his 
poetry. • • • Suffices to say here that his 
perceptual-expressive procedures differ 
greatly from those of Wang Wei. Briefly, 
in Wang Wei, the scenery speaks and acts. 
There is little or no subjective emotion 
or intellectuality to disturb the inner 
growth and change of the objects in front 
of him. The objects spontaneously emerge 
before the reader viewer's eyes whereas, 
in Wordsworth, the concreteness of the 
objects gives way to abstraction through 
the poet‘s analytical intervention, (214) 
In the introductory essay of his translations of 
Wang Wei's poetry, Wai—lim Yip considers Wang Wei "the 
quietest poet in Chinese and perhaps in all 
literary history" (x) . Yip thinks that "intellectual 
interference necessairily distorts Phenomenon" (ix) but 
Wang Wei is able to let the phenomenon display itself 
without any transformation 
In Wang Wei, the scenery speaks and 
acts. The poet has become, even before the 
act of composition, Phenomenon itself and 
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can allow the things in it to emerge as they 
are without being contaminated by intellectu— 
ality. The poet does not step in,* he views 
things as things view themselves. (vi) 
It is achieved by Wang Wei's removal of his conscious 
self, so that he can fully respond, "as does a mirror or 
still water, to the things in their concreteness, 
particularly to their spontaneously and simultaneously 
harmonious presences“ (ix). 
A similar idea is held by Eugene Eoyang although he 
has some reservations towards Wai—lim Yip's view on the 
"quietness" of Wang Wei's poetry. Eoyang says 
Wai—lim Yip has written of the quiet— 
ness of Wang Wei's poetry. 工 woulci stress 
that it is more depopulated than quiet. 
There are sounds, but the sounds are those of 
nature, not loud or shrill, unlike the babble 
of human discourse. . . .Pure Phenomena speak 
in the poem. . . . (603) 
Besides his ability to let "pure Phenomena" 
display themselves, critics and translators also agree 
upon the "impersonal" elements which penetrate in Wang 
Wei's landscape poetry. Marsha Lynn Wagner believes 
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that there is a "quality of remoteness" in Wang Wei's 
poetry which makes his work difficult to analyze since 
He [Wang Wei] generally writes 
impersonally, and his imagery tends to be 
archetypal rather than specific. Wang 
Wei seems to maintain a certain distance 
from his work, so we find his personality 
elusive,* he does not discuss his own career 
or his home life candidly as Tu Fu, and he 
does not convey intoxicated pleasure as Li 
Po. (Preface, vii) 
Wagner‘s opinion is shared by Pauline Yu who 
discusses the relationship between Symbolist 
Poetics and Wang Wei's poetry in her Ph.D. dissertation. 
Yu concludes that one of the features of Wang Wei's 
poetry is 
the remarkable impression of impersonality 
created by his work, a result not only of 
the general tendency of classical Chinese 
to omit references to the subject, but also 
of Wang Wei's particular reticence about 
focusing a poem explicitly and exclusively 
on himself. (245) 
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Yu further stresses that this impersonal element 
makes Wang Wei's works rather unique in Tang poetry: 
Although it may be the general tendency 
of Tang dynasty regulated verse to conclude 
with such a statement expressing in proposi— 
tional language a personal understanding of 
the scene, the majority of Wang Wei's poems 
do not conclude with such direct summaries. 
Certainly, the integrality of man and nature 
generally remains unstated. (224) 
Another scholar Kedao Wu 是 ^ considers the 
"impersonal" element of Wang Wei's poetry as a kind of 
"weakness". Writing about a poet‘s quality to use 
poetry to express and assert himself or herself, Wu 
comments that 
This quality is the weakest point in 
Wang Wei's poetry. He is not good at 
expressing his own thoughts and feelings or 
individuality• Or he makes no attempt to 
express, or perhaps he does not realize that 
poetry is the best way to introduce oneself 
to others. (32) 
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工 think Wang Wei does realize that "poetry is the 
best way to introduce oneself to others" (Wu, 32). Yet, 
he seldom explicitly expresses his thoughts and feelings 
through poetry. One of the reasons is because Wang Wei 
is influenced by the Taoist concepts of the distorting 
effects of language on nature which 工 will discuss in 
the latter part of this chapter. Another reason is 
because the focus of Wang Wei's poetry is to capture the 
essence of natural objects. Actually, Wang Wei does 
make a good attempt to let natural objects display 
themselves with little intervention of the poet's 
manipulation. For example, in "Deer Enclosure" ^ ^ 
f 山 斤 礼 t 
0 _ 人 f 
t > ‘ 祙 
後 、 考 着 I 上 
Empty mountain: no man. 
But voices of men are heard. 
Sun's reflection reaches into the woods 
And shines upon the green moss 
Wang Wei just presents a peaceful natural scene without 
any explicit commentary. He lets the reader contemplate 
the scene. Moreover, Wang Wei tries hard to hide 
himself behind the natural scene. There is no pronoun 
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"I" to indicate the vieweir of the scene. "Bird—singing 
Stream�J ？葛‘阐 is another good example demonstrating 
the impersonal elements of Wang Wei's landscape poetry. 
月 欢 f 山 、 t 
時 鳴 ^ M i 
Man at leisure. Cassia flowers fall. 
Quiet night. Spring Mountain is empty. 
Moon rises. Startles——a mountain bird. 
It sings at times in the spring stream.^ 
As indicated by the first line, the theme of this poem 
is about the relationship between man and nature. A 
theme which is quite common in Romantic poetry. 
However, this poem is different from Romantic poetry in 
that there is no overt- statement which clarifies such 
relationship, Wang Wei just lets the readers figure it 
out all by themselves. 
Despite his good attempt, Wang Wei's landscape 
poetry is far from being "an achieved perception" of 
"thing—in—itself" as considered by Wai—lim Yip, Eugene 
Eoyang and many others. Pure landscape is unable to 
present itself without the mediation of the Wang Wei‘s 
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subjectivity and intellectuality • It is due to the 
limitations of human perception and human construct 
suggested by Wallace Stevens‘ poetry. 
B. Liimitation of Human Perception 
My disagreement that Wang Wei's landscape poetry is 
"an achieved perception" of pure phenomena is based upon 
my doubt for Wang Wei to perceive the so-called 
"original existence" of nature (Yip, 215). 
In the last chapter, we have discussed 
Heidegger's concepts of under standing and 
interpretation I how human perception is conditioned by 
the "fore-structure" , "fore-sight•‘ handed down from "the 
situation" or "the world" which they are in. We have 
also discussed how this characteristic of human 
perception has instigated Wallace Stevens‘ awareness of 
the possible impact of the Transcendental and Romantic 
view of nature on his contemporaries. Yet, this 
ontological condition of human perception advocated by 
Heidegger has a relevance not only to the Western 
context, but to the Chinese context as well. 
If the Transcendental and Romantic view of nature 
is the "fore—conception" of Wallace Stevens and his 
contemporary poets, the Taoist and Buddhist view of 
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nature is surely that of Wang Wei. Wang Wei's endeavour 
to let natural objects display themselves is a 
consequence of the Taoist concern for observing the 
structure of landscape as it is. According to the 
Taoist philosophy, the original structure of landscape 
is an undivided whole. Human classifications and 
conceptions are artificial orders which we impose on 
this undifferentiated existence and thus have the effect 
of distorting it. As Chuang Tzu ！^j： says, 
The knowledge of the ancients were 
perfect. How perfect? At that time, they 
did not know that there were things• This 
is most perfect； nothing can be added. Next, 
they were aware of things, but they did not 
yet make distinctions between them. Next, 
they made distinctions, but they did not yet 
judge them. When judgements were passed, Tao 
was destroyed.3 {Chuang Tzu, 53) 
In fact, we have no right to impose our viewpoint 
on things. Each form of being has its own nature and 
its own place. We should leave them as they are by 
nature. In Kuo Hsiang's annotations. 
All things are what they are, without 
knowing why and how they are. • .although 
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things are different, yet they are the same 
in that they exist spontaneously as they are. 
{Chuanq Tzu, 4 7 - 4 8 ) 
Since nonbeing is nonbeing, it cannot 
produce being. When being is not yet 
produced, it cannot produce other things. 
Who, then, produces things? They 
spontaneously produce themselves? By this is 
not meant that there is an "I" to produce. 
The "I" cannot produce things and things 
cannot produce the "I". The "I" is self-
existent. Because it is so by itself, we call 
it natural. Everything is as it is by nature, 
not made to be so. • . Who can be the Lord 
that commands things? Everything produces 
itself and is created by others. This is the 
way of nature. 
{Chuancr Tzu, 45) 
In order to respond fully to things in their 
spontaneous and harmonious presences, the Taoists stress 
the practices of "the Fast of Mind" >^� (Chuancr Tzu, 
147) and "Sitting in Forgetfulness" ^  …{Chuanq Tzu, 
334)一一the removal of conscious self and intellectual 
interference so that one can perceive things in their 
reality. 
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Wai-lim Yip and Eugene Eoyang have pointed out that 
"the state of stillness, emptiness and silence" in the 
landscape poetry of Wang Wei and his contemporaries is 
a reflection of the Taoist advocation of the submergence 
of the self in response to the outside world. ^  
Nonetheless, the connection between Wang Wei and 
Buddhism is a well-known fact. The same as his mother 
and brothers, Wang Wei is a practising and devout 
Buddhist. He chooses as his �style, (tzu ^ ) mo-chieh 
if %Q r which is the Chinese tiranslation of the name of 
the Buddhist saint, Vimalakirti. Wang Wei is also known 
as the "Buddha of poetry" {Shihfu tUf ) since his works 
always demonstrate the Buddhist ways of thinking. As 
W. Robinson comments, Wang Wei’s landscape poetry 
. . . i s permeated by a genuine Buddhist 
quietism, quite often explicitly expressed. 
The idea of mankind as just one constituent 
of the whole of natural order, rather than as 
in some sort of special opposition to it, is 
a natural tendency in Chinese thought and is 
particularly essential to Wang Wei's kind of 
Buddhism. (16) 
This idea is confirmed by Burton Watson who writes 
that Wang Wei 
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gives the impression of viewing the 
landscape with perfect Buddhist passivity, 
not seeking to see anything at all, but 
merely allowing whatever may lie within the 
scope of vision to register upon his mind. 
Concealing the care he has taken to create 
such an impression, he would have us believe 
that he is like a mirror, that favourite 
symbol in both Taoist and Buddhist literature, 
reflecting existence without partiality or 
prejudice. (172) 
From the above, we can see that Wang Wei's 
perception is conditioned by the Taoist and Buddhist 
view of nature. Despite the Taoist and Buddhist 
insistence on observing things as they are, their view 
just represents how people choose to perceive nature. 
It is still a perspective that we impose on nature since 
nature itself will be indifferent to how people choose 
to perceive it. 
Perhaps, someone will question the validity of 
applying Heidegger's theories, concepts which have a 
Western origin, into the Chinese context. To avoid any 
possible problems,工 would like to argue the case from 
a Chinese perspective. As a matter of fact, the Taoist 
philosophy does take the limitations of human perception 
into consideration. In "On the Equality of Things" 
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iChi Wu Lun 奇作？命厂,Chuang Tzu discusses the finite 
point of view- This finite point of view is represented 
a k 
by "the sounds of man" K 氣 . According to Yu-Lan 
Fung, "the sounds of man" 
consist of the words {yen) that are spoken 
in the human world. They differ from such 
"sounds of earth" as those caused by the 
wind, inasmuch as when words are said, they 
represent human ideas. They represent affirm— 
ations and denials and the opinions that are 
made by each individual from his own finite 
point of view. Being thus finite, these 
opinions are necessarily one—sided* 
(Fung, 111) 
People who base their opinions on their finite 
points of view, invariably consider their opinions as 
right and those of others as wrong. Thus a distinction 
between right and wrong results. In Chuang Tzu's words, 
If men are to be guided by opinions, 
who will not have such a guide? Not only 
those who know the alternations of right 
and wrong and choose between them have 
opinions; the fools have theirs, too. The 
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case in which there are no opinions, while 
a distinction is made between right and 
wrong, is as inconceivable as the one goes 
to Yueh (i^ ) today, but arrived there 
yesterday. That is to make what is not is� 
How to make what is not is, even the holy 
Yu could not know. How can 工 do it^� 
iChuancr Tzu, 48) 
Besides right and wrong, people who base their 
opinions on their finite points of view also make 
distinctions between "this" and "that", "me" and "not— 
me". These human classifications have nothing to do 
with nature. It is because in nature, things are alike 
in that "they all constitute something and are good for 
something. They all equally come from the Tao" 
(Fung, 113). As Chuang Tzu says. 
The possible is possible. The impossible is 
impossible. The Tao makes things and they 
are what they are. What are they? They are 
what they are. What they are not? They are 
not what they are not. Everything is some-
thing and is good for something. There is 
nothing which is not something or is not good 
for something. Thus it is that there are roof 
slats and pillars, ugliness and beauty, the 
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peculiar and the extraordinary. All these 
by means of the Tao are united and become 
oneK (ibid., 51-52) 
In "The Floods of Autumn" 、Qiu ShuiPian M ), 
Chuang Tzu highlights the various constrains of human 
perception: 
Zo, (the Spirit — lord) of the Northern 
Sea, said, 'A frog in a well cannot be talked 
with about the sea;—一he is confined to the 
limits of his hole. An insect of the summer 
cannot be talked with about ice,* it knows 
nothing beyond its own season. A scholar of 
limited views cannot be talked with about the 
Tao;--he is bound by the teaching (which he 
n has received) . (ibid., 250) 
This passage illustrates that the perception of 
human beings is always confined by the space and time 
that they are in, just like a frog in a well does not 
know things happen outside that well (a spatial 
indicator) , and an insect of summer has no idea of 
things in winter (a temporal indicator)• The education 
that a person has received also constitutes another 
confinement. 
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Chuang Tzu's idea of the spatial—temporal 
constrains of human perception is quite similar to 
Heidegger's notions of the "situatedness" of human 
understanding and interpretations. Yet, while Heidegger 
rejects any possibility for human beings to overcome 
such constrains, Chuang Tzu thinks in the other way. In 
Chuang Tzu‘s opinion, people are able to transcend their 
finite points of view by practising "the fast of mind" 
and "sitting in forgetfulness". These practices all 
require a person to empty his or her mind so that it is 
like a mirror which reflects things in their reality. 
As we quote from Chuang Tzu‘s "The Philosopher— 
king" { Ying Di wang f ), 
Do not be the possessor of fame. 
Do not be the storehouse of schemes. Do 
not take over the function of things. Do 
not be the master of knowledge (to mani-
pulate things). Personally realize the 
infinite to the highest degree and travel 
in the realm of which there is no sign. 
Exercise fully what you have received from 
Nature without any subjective viewpoint. 
In one word, be absolutely vacuous. 
The mind of the perfect man is like a 
mirror. It does not lean forward or backward 
in response to things. It responds to things 
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but conceals nothing of its own. Therefore it 
is able to deal with things without injury to 
[its reality]J 
(ibid., 141) 
Though Chuang Tzu suggests that the practices of 
”the fast of mind" and "sitting in forgetfulness" enable 
people to see things in their reality, we are not sure 
that his suggestions can really work out or not. As 
pointed out by Wallace Stevens in "The Snow Man", a 
person has to become "nothing", "non—being" in order to 
perceive the "original existence" of nature. Otherwise, 
that person will constantly project his or her 
subjective thoughts into nature. In fact, Chuang Tzu 
just claims that the mind of a "perfect man" is like "a 
mirror" which "does not lean forward or backward in 
response to things" (Chuancr Tzu, 141) . However, 
"perfection" of any kind is usually a projection of some 
lack. There is no guarantee that Chuang Tzu's ideal of 
"perfect man" really exists. 
Even if Wang Wei is a "perfect man" who can 
perceive the reality of things, when he comes to the act 
of poetry wiriting—一using human construct (i.e. language 
and poetry) to record his perception, he is unable to 
retain the existence of pure phenomena without 
contaminating them with human concepts and subjectivity-
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C. Limitation of Human Construct 
When Wang Wei proceeds to the act of actual poetry 
writing, the kind of human construct he has to employ is 
language (the sole medium of poetry) • Then a problem 
immediately arises. 
In the last chapter,工 have mentioned that 
Wallace Stevens is conscious of the limitation of 
language. He realizes that language as a human 
construct is something dead ("grey and bare")� It is 
not part of nature ("It did not give of birth or bush, 
/Like nothing else in Tennessee") . Moreover, language 
has the effect of distorting the "original state" of 
nature as a homogeneous unity. It is because the 
sociolinguists and phenomenologists like Heidegger 
believe that a language is a reflection of the world— 
view of its tradition. Since the world-view of one 
culture just represents one perspective of looking at 
nature, so does the language of that culture which has 
that world—view as its foundation. While the language 
of one culture "reveals" one part of nature which is 
perceived by that culture, it will inevitably "conceal" 
other parts of nature which are not covered by the 
perception of that culture. 
Actually, the Taoist philosophy is not unaware of 
the limitation of language. According to Lao Tzu, the 
"original existence" of nature is an undifferentiated 
and indescribalDle oneness: 
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There was something undifferentiated 
and yet complete, which existed before heaven 
and earth. Soundless and formless, it depends 
on nothing and does not change. It operates 
everywhere and is free from danger. It may be 
considered the mother of the universe. 工 do 
not know its name.工 call it Tao. If forced 
to give it a name, I shall call it Great.^ 
(Tao-te CMnq, Ch. 25) 
Although Lao Tzu calls this state as Tao, he 
emphasises that the Tao cannot be named at the very 
beginriing: 
The Tao (Way) that can be told of is not 
the eternal Tao; 
The name that can be named is not the eternal 
name .10 (ibid., Ch.l) 
It is because "the act of naming involves 
differentiating among things, and the Tao is the 
essential unity" (Wagner, 76) • Any attempt to give it 
a name will result in a distortion of the Tao. In fact, 
Lao Tzu advocates that one should stop defining the Tao, 
but let nature assume its own course: 
Tao is eternal and has no name. . • 
As soon as there are names, know that 
82 
it is time to stop. It is by knowing 
when to stop that one can be free from 
danger.il (ibid*, Ch.32) 
Chuang Tzu also holds a critical view towards the 
adequacy of language. Similar to Lao Tzu, Chuang Tzu 
also stresses that the Tao, or the truth cannot be 
conveyed through language. The sage, or a person with 
perfect knowledge will not speak of the Tao, 
Tao has no distinctions. Speech cannot 
be applied to the eternal. Because of speech, 
there are demarcations. . . . When there is 
division, there is something not divided. 
When there is argument, there is something 
which the argument does not reach. How is 
that? The sages embrace all things, while men 
in general argue about them in order to 
convince each other. 
Great Tao does not admit of being 
spoken. Great argument does not require 
words. . • Therefore, he who knows when to 
stop at what he does not know, is perfect. He 
who knows the argument that requires no words 
and the Tao that cannot be named, is called 
the store of nature.^^ {ChuanQ Tzu, 57-58) 
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Concerning the adequacy of language, Lao Tzu and 
Chuang Tzu seem to be more critical than Wallace Stevens 
and Heidegger. While Lao Tzu and Chuang Tzu accentuate 
the distorting effect of language on the Tao, Wallace 
Stevens and Heidegger note that language does make some 
positive contributions to nature. For Wallace Stevens, 
a human construct such as language is a "jar" which can 
tame the "wilderness" of nature. Heidegger also 
declares that language as "Saying" can let natural 
objects appear by pointing out their characteristics or 
"being" (On the Way to Language. 93). Furthermore, 
language helps to "offer and extend what we call world" 
as our conception of the world and reality is resided in 
language (ibid). Of course, we should not forget that 
no matter how critical they are, Lao Tzu and Chuang Tzu 
still have to employ language to talk about its negative 
effects on nature. 
As 工 conceive it, Wang Wei is conscious of the 
limitations of language mentioned by Lao Tzu and Chuang 
Tzu. It is just that he never explicitly reveals his 
consciousness in his poetry. This makes Wang Wei 
different from Wallace Stevens who frequently highlights 
the inadequacy of language in many of his poems, such as 
"Anecdote of the Jar", "The Poem that Took the Place of 
a mountain", etc. Being a poet, Wang Wei has no choice 
but to use words to describe natural objects. The only 
way for him to overcome such a dilemma is to use the 
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minimum amount of words as possible. As a result, 
besides the necessary descriptions of the natural scene, 
there is little or no discurssion in Wang Wei's landscpe 
poetry. Wai—lim Yip is to some extent right in saying 
that Wang Wei is "the quietest poet" in Chinese literary 
history and his poetry gives us an impression that only 
"the scenery speaks and acts" without the poet stepping 
in ("Wang Wei and Pure Expeirience" , vi) . It is because 
Wang Wei has deliberately concealed himself behind the 
natural scene by not passing any comment at all. 
In fact, the nature of Chinese language allows Wang 
Wei to seize the essence of natural objects with the 
least intervention of the poet. In his essay “ Some 
Grammatical Aspects of the Language of Poetry", James 
Ljiu announces that "being a completely uninf lected 
language, . . . [Chinese language] is not burdened with 
Cases, Genders, Moods, Tenses"(40). Thus, Chinese 
language "enables the writer to concentrate on 
essentials and be as concise as possible" (ibid). 
By citing Wang Wei's "Bird Singing Stream" % 感 
as example, James Liu explains that 
As Chinese [language] does not require any 
indication of 、！lumber', the poet need not 
bother about such irrelevant details and 
can concentrate on his main task of presen-
ting the spirit of a tranquil spring night 
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among mountains. Moreover, the absence of 
�tense' in Chinese enables the poet to present 
the scene not from the point of view of any 
specific time. • • We are not invited to watch 
a particular spring night scene viewed by a 
particular person at a certain point in time, 
but feel the quint—essence of �spring—night— 
ness•• (40) 
According to James Liu, "the omission of the 
subject" in Chinese language endows Chinese poetry with 
an "impersonal and universal quality" (41) . Liiuis 
example is Wang Wei's "Deer Enclosure"；^ 灰 which 工 have 
also discussed in the previous part of the chapter. 
Here,工 would like to quote Liu's example to demonstrate 
this idea (Ljiu's original translation and Chinese 
transcriptions of Wang Wei's poem are retained): 
K‘ung shan pu chieh jen 
Empty mountain not see people 
Tan wen jen yu hsiang 
Only hear people talk sound 
Fan jing ju shen lin 
Reflected light enter deep forest 
Fu chao ching t 'ai sheng 
Again shine green moss upon 
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Concerning this poem, James Liu writes that 
The poet [Wang Wei] simply says ‘not see 
people‘, not 、工 do not see anyone‘ or even 
‘One does not see anyone‘； consequently no 
awkward questions such as 、工f no one is 
here, who is hearing the voices’ or 、工f you 
are here, how can the mountains be said to 
be empty‘ will occur to the reader. Instead, 
he [the reader] is made to feel the presence 
of Nature as a whole, the human voices' the 
subject, the mosses, are all e q u a l . . . . 
Such omissions of the subject allow 
the poet not to intrude his own personality 
upon the scene, for the missing subject can 
be readily identified with anyone, whether 
the reader or some imaginary person. 
(41) 
Even though Chinese language allows Wang Wei to 
grasp the essence of natural objects, he is unable to 
solve the problem that once he uses language to describe 
landscape he is bound to dissect and distort it from 
being an undifferentiated whole. 
Another problem arises with Wang Wei's employment 
of poetry (an art form) to depict natural objects. In 
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"Add this to Rhetoric", Wallace Stevens has mentioneci 
that natural objects captured in poetry or arts are 
arranged by the poet or the artist, they are not part of 
nature ("It is posed and it is posed /But in nature it 
merely grows."). In "The Poem that Took the Place of a 
Mountain", Stevens further elaborates on the idea that 
a poem about a mountain is not the mountain itself. It 
just "took [takes] the place of a mountain". It is a 
product of the poet's crafty arrangement of lines and 
words. In the following paragraphs,工 would like to 
show that Wang Wei's landscape poetry is also a product 
of his crafty arrangement of lines and words. 
The �craftiness’ of Wang Wei's landscape poetry is 
dictated by the kind of poetic form which he employs. 
Many of Wang Wei's landscape poetry is written in Lu-
shihrf or "regulated verse" (Robinson, 21) . This 
kind of poetic from has many tonal and structural 
requirements. In short, the second line of a couplet 
has to be a "tonal reciprocal" of the first and "the 
third and fourth couplets should present perfect 
grammatical parallelism and semantic antithesis or 
parallelism" (ibid.). 
The central couplets of Wang Wei's "In the hills at 
nightfall in autumn" tk /C 叙 受 best demonstrate the 
tonal and structural requirement of "regulated verse"^^: 
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( =level tone / : oblique tone) 
明 为 fH 花 / / —— —— � -
bright moon pine(s) between shine 
(adj) (noun) (noun) (adv) (verb) 
>lt t i 上 t. / / 
clear stream stone(s) above flow 
(adj) (noun) (noun) (adv) (verb) 
vt 皇# 少完 乂 
/ —— —— / / 
bamboo(s) clatter return washer woman(en) 
(noun) (verb) (verb) (noun) (noun) 
意力 A 乂 k 务 
/ / / — — 
lotus(es) shift (go) down fisher boat 
(noun) (verb) (verb) (noun) (noun) 
In each couplet, the second line is a tonal 
reciprocal of the first. And both couplets display 
perfect syntactic parallelism. The first couplet also 
exhibits perfect semantic parallelism. The first word 
of both lines (bright 明 and clear ) are colour terms 
which share similar meanings• The third and fourth 
words of both lines ( f 镇 and ^ ) can be treated 
as noun compounds which function as spatial indicators. 
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Other examples illustrating such syntactic 
parallelism and semantic antithesis or parallelism are: 
^ I f ^ 
青 詹 X # 
White clouds一一looking back—一close up. 
Green mists——entering—一become nothing.li 
"Mount Chungnan" 
Vast desert: a long smoke, straight. 
Long river: the setting sun, round. ^^ 
"An Envoy to the Barbarian Pass" 
龙 茨 反 崎 山 s 
Falling flowers quiet quiet: a crying mountain 
bird. 
Willowing trees green green: a river crossing 
man 
Such syntactic and semantic parallelism requires Wang 
Wei's deliberate and conscious efforts in arranging the 
lines and words. As a result, Wang Wei’s poetry is not 
"an achieved perception" of pure landscape unfolding in 
its "orilginal freshness" (Yip, 215) , but a product of 
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the poet‘s manipulation of his artistic talents as well 
as literary convention. 
Nonetheless, the �artfulness’ and �craftiness’ of 
Wang Wei's landscape poetry does not flow on the 
surface. We discover it only when we have a close 
examination of the syntactic and semantic structures of 
his poetry. The �unexplicit' qualities of Wang Wei's 
art are especially obvious when we compare his landscape 
poetry with that of the Anglo—American poets. Wang 
Wei's descriptions of natural landscape seem rather 
plain or even dull. They lack that kind of sensuous 
beauty as demonstrated in John Keats‘, William Carlos 
Williams or even Wallace Stevens‘ nature poems. In "To 
Autumn", Keats uses three stanzas to depict the various 
scenes in autumn. He has also imbued many human 
qualities into autumn, a technique which is very typical 
of Romantic poets. William Carlos Williams' description 
of spring in the first few lines of "Spring and All" is 
flooded with colourful images. Wallace Stevens‘ 
description of "Spring is like a belle undressing" also 
strikes people with a kind of erotic beauty which is 
hardly found in Wang Wei's poetry. Such �unexplicit, 
artfulness of Wang Wei's landscape poetry is a 
reflection of his ideal to retain the "original 
freshness“ of nature with the least amount of 
transformation. Again, we can see how the Taoist 
"world—view" has influenced Wang Wei's conception of the 
art of poetry. 
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Notes to Chapter Four 
Iwai—lim Yip, trans. and intro., Chinese 
Poetry:Maior Modes and Genres. (Los Angeles and London: 
University of Califoirriia Press, 1976), p.307. 
308. 
3 
Yu-lan Fung, trans. Chuang Tzu: A New Selected 
Translation with An Exposition of the Philosophy of Kuo 
Hsianq. New York: Paragon Book Reprint Corp., 1964. 
古 t ^ / ^ i 良 民 叹 萄 辦 i s ^ 。 爱、身£ f 
有 减 表 如 ' 有 吵 I £ 4 X . r 5 久 
’ t �复 〉 K J 4 ^ . ^ A 始确封 
伤 。 楚 义 ， - 桑 疗 对 名 ， 箱 哀 如 6 凑 / I 
样 a 。 C f'> 道之 i^fi 二 。 
%or detailed information, check Wai—lim Yip's "Wang 
Wei and Pure Experience" and Eugene Eoyang ‘ s "The 
Solitary Boat: 工 m a g e s of the Self in Chinese Nature 
Poetry". 
c 
Yu-lan Fung, trans. Chuang Tzu. New York: Paragon 
Book Reprint Corp., 1964. 
( 又 几 々 、 渐 >尹也 > tM ^^ £ 
0 才 ？ 1 分 K 么 k 忍 々 、 岁 我 書 • 存 之 ？ 系 
f 乾 务 、 章 。 永 丸 才 义 ， 而 是 状 ， 曰 
办祸，雞有神翔’處方.r祐犬、音Z谓i苟、 
n 找 / 
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6ibid， 
一 之 戎 ， 彻 广 等 之 而 。 有 由 忆 而 
愛、子袭？、务：寺龙6爱#不？石卞；^ ； S 
i、n]斤方？歹。叠•斤巧。不力一才r ；^ 5 / 
0 /fi M, m til 4 f^ff ^  .無权不劣…、碑 
作 f i � VK、為 I 導庭 m . ^ 
义 之 成 悄 怪 乂 遣 通 為 — 
"^ibid， 
I M ^ Q < 「并哉々巧M^ t告方?巧象 
n n ^ ) 爰 益 不 厅 K /f-方？ 奪，% 
^ibid. 
襄 、 慈 I 厂 絶 % 試 身 J 择 、 惠 4 
主 。 體 i 兵 t k , 而 巡 褒 ) 轰 楚 , 受 
i、.面绝直搏，；?5"、起而2。見人(用毫 
後'《拘；iM，德物不應• 乂 t 赂 
9wing—tsit Chan, trans. The Way of Lao Tzu (Tao Te 
China). New York: The Bobbs Merill Company Inc., 1963. 
144. 
有 秒 l I I 元 义 气 二 跃 兮 、 f 
么 呢 丈 斤 叹 ， . 商 否 殘 ， f \ � 蕃 气 
厂 矛 ， f 不 武 U 其 名 学 也 过 道 。 孫 、 凑 
之 冬 应 < 。 
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97. 
1 V 遑 作 譯 , 夕 & 可 X 推 考 夕 h 
Z o 
llibid., 157. 
^^Yu-lan Fung, trans. ibid. 
存 不 声 許 G 曰 ： 芯 ？ 耳 名 々 復 t , 贺 人 
, 符 ^ ( 湖 ^ 。 级 曰 矜 f a 奢 . 為 4 尾 人 ^ 
足 M 不 《 ， ， 至 足 。 S 六 k y 不 言 之 饥 ^ 道 L 
^ 若為“运欠> ,丄匕t么豫九身。 
13 
The diagram is a modification of the one in the 
introduction of G.W. Robinson‘s translation of Wang 
Wei's poetry. 
l^Wai—lim Yip, trans. "Aesthetic Consciousness of 
Landscape in Chinese and Anglo—American Poetry". 222. 
16pauline Yu, trans . 
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Chapter Five: Conclusion 
In the previous chapters,工 have made it clear that 
Wallace Stevens‘ and Wang Wei's landscape poetry 
illuminates the limitation of human perception and human 
construct: how human perception and human construct are 
conditioned by the "world-view" of a particular time and 
culture. 
As discussed in chapter three, Wallace Stevens‘ 
landscape poetry is permeated with an unreconciled 
paradox of human perception and nature, human construct 
and nature. This kind of paradox signifies Stevens‘ 
preoccupation with the situatedness of himself and his 
contemporary poets like Robert Frost, Ezra Pound and 
William Carlos Williams. Acknowledging the possible 
impact of the Transcendental and Romantic view of nature 
on his contemporaries‘ perception, Wallace Stevens 
doubts the possibility for 20th century American poets 
to perceive the bare constant of reality without 
projecting their subjective thoughts into it. He is 
also conscious of the difficulty for himself and his 
contemporaries to capture things as they are by means of 
human construct. Stevens‘ consciousness of such 
situatedness constitutes his skepticism towards his 
contemporaries‘ practice of "downward transcendence". 
In chapter four,工 have endeavoured to use Wallace 
Stevens‘ ideas about the adequacy of nature presenting 
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itself as a critique of Wang Wei's ideal of pure 
landscape. Stevens‘ ideas are applicable to the 
discussion of Wang Wei•s poetry is because according to 
critics like Wai-lim Yip, Eugene Eoyang and many others, 
Wang Wei emphasises the ideal to capture the "original 
existence" of nature. Wang Wei's ideal is very similar 
to Stevens‘ contemporaries' advocation of "downward 
transcendence" . In fact, I have mentioned that Wang 
Wei is celebrated by these critics for his ability to 
let nature present itself without interfering it with 
his subjectivity• Concerning such opinions,工 have also 
pointed out that due to the limitations of human 
perception and human construct suggested by Wallace 
Stevens (i.e. Wang Wei's peirception is conditioned by 
the Taoist and Buddhist "world—view" and the distorting 
effect of human construct on the "original existence" of 
nature as a homogeneous whole), Wang Wei's landscape 
poetry fails to achieve that kind of objectivity as 
claimed by Wai—lim Yip, Eugene Eoyang and many others. 
Although our perception and our human construct are 
limited in some ways, there is no need for us to be 
pessimistic and lament their limitations. Just as 
Heidegger advocates in the "Hermeneutic Circle", the 
"fore-conception" is not necessarily a hindrance to our 
understanding of the "truth" or the "whole"� The 
limitations of our human perception and human construct 
are not necessarily hindrances to our perception and 
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presentation of pure landscape. The point is not to get 
rid of the "circle", of our limitations, but to 
acknowledge them, accept them and endure them. The 
acknowledgement and acceptance of the limitations of our 
perception and construct is also an acknowledgement and 
acceptance of the independent existence of nature as 
something "out-there"--an entity having properties which 
are unique of their own. Nature is not something 
subordinate to us. It is not something which we as human 
beings have the right to conquer and exploit. Just like 
us, nature also has its own rights which deserve our 
recognition and respect. Indeed, the Taoist and Wang 
Wei's ideal to perceive natural objects as they are is 
based upon such a recognition of nature as having 
independent status. Wang Wei's "objective" presentation 
of natural landscape is also rooted in his consciousness 
of the limitations of human construct (i.e. language and 
art) which may distort the so-called "original 
existence" of nature. 
Actually, we should not forget that Wallace 
Stevens‘ view on the limitations of human perception and 
human construct and their connections with nature is not 
one—sided. If it is, his view on such relationships 
will not be a paradox. At the same time when we 
recognize their finitude, we cannot ignore that our 
perception and human construct do have some positive 
contributions to nature itself- If we do not perceive 
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nature with our �finite， perception, nature will remain 
something "out-there", "out—side". It is only when we 
perceive nature and when nature becomes meaningful to us 
(to it as well) , is a bond between us and nature 
established. (Wallace Stevens‘ notion of the 
imagination as the mediator of the ego and reality best 
explains this idea) • Only when we use our human 
construct to describe nature do we let nature •，appear", 
tame its "wilderness" so that we can understand it, talk 
about it, appreciate the beauty of it, and feel at home 
with it. The paradoxical relationship between human 
perception, human construct and nature displayed in 
Wallace Stevens‘ and Wang Wei's poetry could quite 
possibly become one of the "good dialectics" of 
Heidegger. 
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Notes to Chapter Five 
Iconcerriing the "hermeneutic circle", Heidegger 
proclaims the interdependence between the "parts" and 
the "whole". According to Heidegger, the understanding 
of the "whole" is based upon the understanding of its 
"parts". Conversely, the understanding of the "parts" 
also relies on the understanding of the "whole". For 
details, see Kin—yuen Wong‘s analysis in his essay 
"Chuang Tzu de Chuanshikuan" $： ? ^^ i至身f 墓此("The 
Herineneutic View in Chuang Tzu"). 
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